Introduction
This book had its genesis in a variety of times, places and experiences, some more easily discernible than others from the distance of the present. When choosing musical case studies for my doctoral thesis on loss, memory and nostalgia in popular song in late 2003, I became interested in exploring the work of Nina Simone, who had died earlier that year. Simone's death, and the flurry of attention her life and work received in its wake, helped to plant in my mind her potential as an artist to study further, but of equal importance was the recognition that Simone would be an ideal case study for exploring the themes of my thesis. For one thing, the obituaries invariably attested to the fact that Simone had been absent from the scene for years (not strictly true, but true enough for the kinds of life narratives and historical frameworks that obituary writers find appealing); my thesis was about absence in the form of loss, memory and nostalgia, so this seemed apt. More than this, however, was a sense of fascination that I had long held for Simone's later work. By the time of her death I had been a fan of her music for some years, during which time I had absorbed her classic material of the 1960s and had, like many others, fixed her to a particular historical moment and to a socio-cultural purpose, that of spokeswoman of the civil rights movement.
But this knowledge lay in tension with other knowledge and experience I had of Baltimore. Because I came to know this album a few years before hearing her more explicitly political work of the 1960s, I first encountered a Simone who was twenty years into her professional recording career and who had spent much of the 1970s out of sight and sound of the record-buying public. I discovered that Baltimore had been a comeback album of sorts and, while it had been critically well received, was not considered canonical work. Simone remained, in the popular imagination and in the historical account, an icon of the 1960s; anything else was 'late work'. Baltimore was late work because, even though Simone was only forty-four at the time of recording the album, it came after a lengthy silence from the artist and seemed to delineate a before (the Simone of the late 1950s to the early 1970s, the 'long sixties') and an after that would stretch from Baltimore through to her death at the age of seventy. There seemed to be no 'middle period' of her career (though I later changed my mind about that).
In coming to Simone later on as an example of loss, memory and nostalgia, I
was thinking of the artist who recorded the achingly sad songs 'My Father' and 'All I Want from You' for Baltimore. I wanted to know how those songs of late melancholy fit with the narrative of the more famous Simone of the civil rights era. Might there be a connection between the sense of weariness that I associated with Baltimore and the outcome of the revolutionary times in which Simone's career had burned brightest? My attempts to approach this and other questions relating to Nina Simone's work became the work of a thesis chapter and, in 2013, a book devoted to the artist. 1 formulation that 'subjects, individual or communal, come to imagine and know themselves in the stories they tell about themselves' 6 and that our selfunderstanding develops as part of an understanding of (and learned from) others; far from being isolated from the knowledge and perspective of others, we (and this is one of the reasons I can confidently say 'we' 7 ) become who we are as we become aware of others. As Negus points out, by 'emphasizing how human engagement with recorded songs can be understood as a private ritual' one is not thereby 'suggesting that this is "asocial"'; furthermore, 'notions of interiority need not be deployed to imply romantic, unmediated, essentialist qualities of artistic expression, unfiltered by or unshaped by social relationships and structures'. 8 Classical musicology has a well-established history of associating particular stylistic characteristics to periods in the lives of composers, and theorisations of lateness and late style in the arts have invariably privileged classical music. 9 This book asks whether there is a connection between the 'seriousness' of a cultural form (the extent to which it is considered an 'art') and the acceptability of speaking about 'late style'. Does popular music only invite such consideration when it is thought of as 'art'? Furthermore, has one of the outcomes of popular music studies been to remove the 'artiness' of popular music and to reassert its social function? If so, where would that leave a seemingly artist-based theory such as the late voice? By considering artists alongside styles, and biography alongside history, I seek to examine how each sheds light on the other while revisiting the debts owed by popular music studies to cultural studies and critical theory.
One of the possibilities that can be hypothesised is that lateness in an artist's work coincides with the recognition of lateness in a style or tradition. Building on theories expounded in my previous work, I wish to ascertain the 'eventness' of contemporary popular music and argue for an adaptation of work by theorists of lateness to popular music and culture. 10 While I do not intend to engage in the long-running debate initiated by Adorno's work on popular music, the seriousness which I attach to the 'late style' of popular musicians and my positing of the late voice as a concept for which popular singers and songwriters provide especially compelling case studies, is intended to serve as an argument for the aesthetic value of popular music, even as it departs from an assumption of that value rather than an attempt to justify it.
Although at some points during this project I considered testing Adorno's, concerned with late style in the manner described by previous writers; the representation of time, age and experience alongside the ability to convincingly 'voice' such representation regardless of career-point, is of more interest to me.
Thirdly, it remains to be seen whether an analytical language developed with a fairly rigidly defined notion of 'music' (classical, historical, instrumental)
could, or should, be transferred to the types of music under consideration here.
Of these three reasons, the last is the one I remain most ambivalent about, in 
